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and	 invisible	 victim	 come	 into	 the	 foreground	 and	 speak,	 feel,	 and	 protest”	 (4).	 The	
victim	in	this	case	is	woman.	Madhavi	is	a	character	that	appears	in	two	episodes	of	the	
Mahabharatā,	 a	 long	 poem.	 In	 Sahni’s	 play,	 Madhavi	 materializes	 as	 a	 messenger	








to	 the	 authors,	 “men	 have	 myths	 on	 their	 side,”	 while	 “women	 have	 myths	 against	
them.”	Madhavi,	for	example,	has	no	agency.	She	is	not	allowed	to	have	feelings	for	her	
  2 
sons.	 In	 the	 ancient	 epic,	 “Madhavi	 is	 mute	 or	 muted”	 and	 has	 little	 voice—though	
when	she	does—it	is	in	order	to	explain	“her	utility	to	men”	(6).	Singh	and	Jaidev’s	essay	
presents	 three	 solutions	 to	 this	 reinforcement	 of	 oppressive	 ideology:	 1)	 “recast	 and	







According	 to	 Singh	 and	 Jaidev’s	 analysis,	 Sahni’s	 play	 rewrites	 the	 myth	 and	
“[t]he	 play	 demystifies	 the	 brahmin	 saints	 and	 gurus	 [that	 occupy	 the	 epic]	 by	
highlighting	their	greedy,	almost	petit-bourgeois,	traits”	(11).	The	play	troubles	a	myth	
of	the	daughter’s	role	unfortunately	still	 informing	norms	of	current	social	orders.	This	




It	 seeks	 to	dismantle	 the	power	 structure	 that	allows	gender,	 a	 construct,	 to	buttress	
oppressive	behavior.	“The	play,	in	other	words,	is	an	exercise	in	justice”	(15).	Singh	and	
Jaidev	conclude	that	Sahni’s	play,	as	 it	 locates	 itself	alongside	the	mythological	 tale	of	
Madhavi	from	the	Mahabharatā,	“offers	a	convincing	critique	of	the	ideology	underlying	
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the	myth,”	 and	 that	 the	 two	 genres	 together,	 as	 they	 are	 approaches	 to	 storytelling	
(“small	 narratives	 of	 a	 public”),	 work	 to	 decenter	 the	 hierarchy	 that	 rests	 in	 the	
patriarchal	world.		
The	 time	 span—between	 the	Mahabharatā	 and	 Singh	 and	 Jaidev’s	 essay,	 as	 it	
contextualizes	the	ancient	myth	of	Madhavi	 in	Bhisham	Sahni’s	1982	recreation	of	the	
Mahabharatā	 episode	 as	 it	 comes	 in	 the	 form	 of	 a	 three-act	 play—is	 vast,	 but	 this	
example	 is	 useful	 in	 understanding	 the	 artistic	 body	 of	my	 dissertation	 because	 here	
Madhavi	 becomes	 able	 to	 make	 decisions	 and	 reject	 the	 patriarchal	 ideology	 that	
silences	 her.	 Through	 this	 rejection	 she	 eventually	 is	 able	 to	 acquire	 “an	 alternative	
language	 of	 her	 own”	 to	 disappear,	 to	 escape	 the	 oppressive	 patriarchal	 order	 that	
views	her	only	as	commodity.	Patriarchy	determines	the	value	of	the	daughter	and	this	
is	 a	 large	 concern,	 one	 of	 the	 opening	 questions,	 for	 the	 artistic	 component	 of	 my	
dissertation	entitled	THE	DAUGHTER	INDUSTRY.	What	drove	myth	of	the	daughter-value	
and	[how]	has	it	sustained	such	a	long	period	of	time?		
A	new	problem	 in	our	current	moment	situates	 itself	alongside	 the	 technology	
available	to	exploit	reproductive	control—a	technology	just	being	readily	made	around	




dissertation	 and	 its	 form	 serves	 as	 a	 foundational	 approach	 to	 understanding	 the	
content’s	 conjecture.	Due	 to	 its	 length	and	aesthetic	 layering,	 the	artistic	body	of	 the	




the	 year	 of	 2010.	 	 A	 study	 of	 THE	 DAUGHTER	 INDUSTRY’s	 hauntology	 here	 is	 also	
beyond	 the	 scope	 of	 this	 critical	 introduction’s	 assignment	 parameters—but	 also	 is	
worth	 not(h)ing.	 Furthermore,	 the	 social	 construction	 of	 gender	 is	 rigid	 and	
problematic—and	 so	 any	 ideas	 towards	 the	 future	 need	 to	 work	 to	 imagine	 non-
normative	possibilities	for	reproduction	and	family	structures.	My	dissertation	pages	49-




In	 the	March	 2,	 2016	 issue	of	 the	 Seattle-based	 alternative	weekly	 newspaper	
The	Stranger,	Rich	Smith	 reviews	Don	Mee	Choi’s	 latest	book,	Hardly	War.	Smith	calls	
Choi’s	 text	 “category-defying”	 due	 to	 its	 collage	 style.	 He	 also	 acknowledges	 that	 the	
text	“requires	a	lot	of	active	engagement	on	the	part	of	the	reader.”	Hardly	War	is	Don	
Mee	Choi’s	second	full-length	collection—her	first	bears	the	title	The	Morning	News	is	




as	 journalist,	 historian,	 agitator,”	 and	 holds	 that	 poems	 that	 fall	 into	 the	 category	 of	
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documentary	“ride	the	ambiguity	between	a	nothing	and	a	something	that	can	be	said.”	
It	 is	 a	 poetics	 often	 engaged	 by	 writers	 taking	 on	 difficult	 topics	 or	 stories	 that	 are	





from	 Choi’s	 father’s	 work	 as	 a	 photojournalist	 during	 the	 war	 in	 Korea	 in	 the	 early	
1950s.	 Some	 of	 the	 language	 manifests	 from	 the	 perspective	 younger/adolescent	
version	of	poem’s	speaker	and	so	the	voice	turns	from	war	analysis	to	critique	to	play	
with	language	in	song-like	fashion	as	a	reader	turns	the	page.	This	bringing	together	of	
many	 source	materials	 allows	 for	 Choi	 to	 keep	 the	 energy	 of	 the	 text	 vibrating	 high	
throughout	because	the	reader	is	never	able	to	settle	into	only	one	register	during	the	
course	of	the	book.		
The	 ending	 section	 of	 Hardly	 War	 is	 born	 out	 of	 a	 series	 of	 interviews	 Choi	
conducted	with	her	father.	They	focus	on	his	experience	in	photographing	the	war.	On	
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Perhaps	 in	many	ways	 the	entire	book	 is	 about	 the	experience	of	 the	
Photograph	 not	 as	 the	 Spectator	 or	 the	 Operator,	 to	 use	 Barthes’s	
terms,	 but	 as	 the	 daughter	 of	 the	 Operator	 living	 inside	 the	 Camera	




Choi’s	 use	 of	 documentation	 here	 makes	 the	 encounter	 with	 the	 text	 more	
dynamic	by	way	of	departure,	reflection,	return,	a	recasting	of	madness.	Splicing	
in	 memoir-like	 notes	 to	 engage	 the	 reader	 with	 the	 writer’s	 modes	 of	
composition	demonstrates	the	ways	in	which	the	text	must	consult	moments	in	
history	 in	 order	 to	 make	 a	 conceptualizing	 form.	 Hardly	 War	 constructs	
alternatives	to	militaristic	histories	written	about	the	war.	The	new	form	 is	 the	
book	 itself.	 Hardly	 War	 is	 part	 rewrite,	 is	 part	 (r)erasure,	 is	 an	 exercise	 in	
decentering	 the	myths	of	military	 force	 in	history	 in	order	 to	 investigate	more	
intricate	 matters	 of	 injustice	 and	 identity.	 Choi’s	 text	 is	 somewhat	 beyond	
category	 and	 difficult	 to	 describe,	 summarize,	 or	 paraphrase.	 This	 form	 of	 an	
unconventional	 account	 perhaps	 is	 a	 condition	 of	 the	 work’s	 transnational	
content.	
	 Sueyeun	 Juliette	 Lee’s	 2010	 Underground	 National	 is	 another	 genre-
defying	text	that	employs	the	visual	image,	found	language,	and	artifacts	in	order	
to	 recast,	 renovate,	 and	 construct	 alternatives	 that	 could	 alleviate	 injustices.	
Underground	National	 is	Lee’s	second	full-length	collection—the	first	bears	 the	
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internet	 appear	 and	 are	 written	 over,	 reframed,	 zoomed	 in	 on,	 blurred,	














We	see	Lee’s	 lean	to	silence	 in	some	phases	 (phases	three,	 four,	and	six)	 that	gesture	
towards	but	do	not	exactly	answer	the	question	implied	in	the	book’s	opening	poem’s	
title.	 The	 nation	 is	 defined	 as	 a	 fragmented	 myth,	 or	 myth	 is	 being	 made	 through	
enumeration	in	order	to	take	into	account	the	formation	of	the	nation	(like	industry,	like	
myth)	 which	 is	 untraceable	 exactly	 anyhow.	 Lee’s	 project	 makes	 visible	 the	
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satellite	 over	 regions	 of	 the	world	 at	 night”	 (103).	 The	 title	 of	 the	 image	 Lee	 lifted	 is	
“North	Korea	 is	Dark,”	and	 it	 is	according	 to	 this	 image—against	a	black	backdrop	the	




texts,	 many	 of	 which	 [she]	 altered	 to	 some	 manner	 through	 erasure,	 lineation,	 or	
rewrites	 of	 short	 phrases”	 (103).	 These	 excerpts	 are	 lifted	 from	 sources	 such	 as	 The	
World	 Factbook	 and	 The	 New	 Oxford	 American	 Dictionary.	 This	 act	 of	 lifting	 and	
reincorporating	 is	 a	 technique	 that	 allows	 for	 the	 text	 to	 embody	 multiple	 layers	 of	
meaning	and	possibility.	The	technique	also	invites	the	reader	to	reread	several	times	as	
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	 Visual	 images	 of	 the	 human	 body	 in	 ancient	 Ayurvedic	 texts	 have	 long	 been	
studied	 in	 arts	 practices.	 Now	 easily	 available	 on	 the	 World	 Wide	 Web,	 an	 image	
sketched	in	pen	and	watercolor	by	a	Nepali	artist	 in	the	18th	century,	titled	“Ayurvedic	
Man,”	 in	 the	 (Western	 [and])	 European	world,	makes	 an	 appearance	 in	 several	 ways	
throughout	 the	artistic	 component	of	my	dissertation.	Blow-ups	of	 the	 internet	 image	
occur	 in	 pages	 throughout	 and	 the	 drawing	 is	 reproduced	 in	 full	 on	 page	 43.	 The	 so	
called	“Ayurvedic	Man”	is	a	centerpiece	in	London’s	Wellcome	Collection.	According	to	a	
caption	 in	 an	 article	by	 Layli	 Foroudi	 in	The	 Financial	 Times,	 titled	 “How	 the	west	 co-
opted	Ayurvedic	medicine,”	the	drawing	is	“annotated	with	an	Indian	holy	verse,	which	
is	 punctuated	 with	 errors	 as	 it	 was	 written	 by	 a	 calligrapher	 who	 was	 not	 fluent	 in	
Sanskrit.”	So	what’s	recountable	or	recoverable	in	this	case	is	not	fixed.	
Other	recurring	images	used	in	my	dissertation	come	from	a	contemporary	artist	




armies	 of	 the	 Qin	 Shi	 Huang,	 the	 first	 Emperor	 of	 China.	 As	 the	 note	 on	 the	
dissertation’s	 Notes	 page	 indicates:	 “In	 2015	 sculptor	 Prune	 Nourry’s	 Terracotta	
Daughters	Army	was	buried	 in	mainland	China.	Excavation	of	this	 installation,	108	 life-
sized	 statues	 inspired	 by	 eight	 orphan	 girls	 in	 Madaifu,	 is	 planned	 in	 2030.	
(observer.com)	 The	 photo	 on	 page	 61	 is	 from	 this	 site.”	 Both	 Nourry	 and	 Kumari’s	
intricately	transnational	approaches	and	my	aesthetic	inclusion	of	them,	for	me,	feel	to	
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be	 a	 kind	 of	 representation	 of	 middle	 ground	 for	 patriarchy’s	 larger	 narrative—the	
pieces	make	lines	to	read	between.	
According	 to	 the	 website	 Mojarto—the	 largest	 online	 platform	 for	 Indian	
paintings,	 prints,	 and	 collectibles—Pushpa	 Kumari	 “is	 one	 of	 the	 finest	 Madhubani	
artists	 in	 India	 today.”	 Her	 work	 is	 rooted	 in	 ancient	 tradition	 but	 also	 incorporates	
contemporary	cultural	 issues.	Women	in	northern	regions	of	India	practice	Madhubani	








Nīkakanthas	 speading	 [sic]	 their	wings	 in	 flight,	 thatched	 roofs	 of	mud-
houses	which	 seem	 to	have	 sprung	out	of	 the	earth	 itself	 covered	with	
the	 foliage	 of	 enormous	 squash	 vines;	 tall	 palms,	 majestic	 bodi	 and	
peepal	trees,	rows	of	sisam,	sunlight	sprinkled	on	them.	It	is	a	land	full	of	
the	 beauty	 of	 landscape	 in	 sharp	 contrast	 to	 the	 ugliness	 of	 poverty	 in	
which	 its	people,	most	of	whom	are	 talented	painters,	 live,	who	accept	
their	fate,	good	or	bad,	and	paint	for	painting’s	sake,	putting	at	once	an	
end	to	all	illusions	about	art	for	art’s	sake	(11-12).	
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Madhubani	art	often	relies	on	geometrical	patterns	and	is	very	labor	intensive—
done	 by	 hand,	 with	 twigs,	 fruit	 dyes,	 fingers	 and	 sometimes	 matchsticks.	 Pushpa	
Kumari’s	 “Speaking	Out	 Against	 Sex-Selective	 Abortion”	 appeared	 as	 the	 result	 of	my	
first	internet	search	for	images	on	sex-selective	abortion	in	2010	and	has	been	a	critical	
part	 of	 each	 of	 THE	 DAUGHTER	 INDUSTRY’s	 11	 iterations	 ever	 since.	 The	 painting	
highlights	birthing	scenes.	It	makes	a	commentary	on	the	violence	of	sex-selection	and	
the	 beauty	 of	 birthing.	 The	 piece	 is	 segmented	 and	 each	 part	 of	 it	 is	 zoomed	 in	 to	
accompany	 the	 text	written	 in	THE	DAUGHER	 INTDUSTRY.	 	A	 framed	blow-up	of	each	
section	and	a	pause	on	the	fragments	that	combine	to	tell	the	story	of	“Speaking	Out…”	
influences	 the	 content	 of	 the	 collection.	 Nourry’s	 piece	 appeared	 in	 a	 similar	 fashion	
years	later	and	is	treated	in	a	similar	fashion	to	Kumari’s	throughout	the	dissertation.	
Theresa	Hak	Kyung	Cha,	Sueyuen	Juliette	Lee,	Don	Me	Choi,	and	other	authors	
that	 do	 this	 kind	 of	 image	 lifting	 and	 layering	 have	 influenced	 my	 own	 practices	
throughout	 THE	 DAUGHTER	 INDUSTRY.	 Kumari’s	 piece	 also	 obsessively	 works	 with	





Because	 the	visual	 image	of	 the	sonogram	has	become	so	ubiquitously	aligned	
with	 the	 question	 of	 sex-selection,	 an	 image	 from	 it	 is	 not	 directly	 used	 in	 the	
manuscript.	 But	 its	 existence	 is	 another	 context	 important	 to	 understanding	 it.	 The	
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project	takes	on	the	subject	of	misogyny	situated	within	the	culture	and	the	practice	of	
son-preference	 and	 sex-selection,	 for	 example	 in	 using	 figures	 from	 the	 sex-ratio	
imbalance	 in	the	poetry.	The	work	 is	 trying	to	defy-genre,	taking	 its	cue	on	form	from	
texts	like	Dictee,	Underground	National,	and	Hardly	War.	It	is	also	a	performance	piece	
with	 a	 video	 component	 and	 roughly	 97	 pages	 of	 printed	matter	 composed	 of	 essay	
drafts,	sonnets,	lifted	language	from	medical	text	books	and	web	pages,	and	a	lipogram	
of	 texts	under	 study.	A	 lipogram	 (leaving	out	 a	 letter)	 is	 a	writing	 constraint	 in	which	
certain	 letters	are	omitted	from	the	page—my	lipogram	attempts	to	 imagine	a	“world	
without	girls”	and	so	the	letters	G,	I,	R,	and	L	are	omitted	from	certain	noted	texts	under	











and	out	 there”	 for	black	people	 (26).	He	says,	as	 situated	 in	 improvisation,	 the	avant-
garde	 is	often	defined	by	 (&	by	way	of	 its	militaristic	 roots)	 its	expendability.	With	an	
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analysis	of	 jazz	 critic	Albert	Murray,	Moten	offers	 that	 the	avant-garde	 is	 “continually	
submitting	itself	to	a	sacrificial	experimentalism	whose	value	exists	only	in	what	it	opens	
for	 and	 echoes	 of	 what	 is	 essential	 to	 the	 tradition”	 (33).	 He	 is	 talking	 about	 the	
productive	tension	between	structure	and	improvisation	within	music	and	makes	a	case	
for	 poetry,	 too,	 as	 it	 has	 organizational	 principles	 holding	 the	 essence	 of	
experimentation.	
A	corollary	to	Moten’s	analysis	on	 jazz	music	and	the	black	radical	 tradition,	of	
course,	 resides	 in	 performance	 theory.	 Guillermo	 Gómez-Peña’s	 Dangerous	 Border	
Crossers	 has	 a	 variation	 of	 aesthetic	 sensibilities.	 It	 utilizes	 multilingual	 poetry,	




performance-lectures	 around	 the	 world.	 The	 book	 is	 sectioned	 into	 four	 chapters	
bearing	 these	 titles:	 “Performance	 Documents,”	 “Migrant	 Provocateurs:	 Further	
Chronicles,”	 “Conversations	 Across	 the	 Border	 Fence,”	 and	 “In	 Search	 of	 a	 New	
Topography.”		
One	 of	 the	 most	 immediately	 striking	 features	 of	 Gómez-Peña	 body	 as	 a	
performance	 artist	 is	 the	 way	 he	 adorns	 it.	 His	 performances	 always	 have	 him	 in	
costumes,	with	props	that	both	mock	and	complicate	stereotypical	 images	of	Mexican	
and	Chicano	culture	and	identity.	Gómez-Peña	believes	“in	the	power	of	decorating	and	
aestheticizing	 the	 body	 in	 order	 to	 exaggerate,	 challenge	 and	 problematize	 mythical	
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notions	 of	 the	Mexican	Other”	 in	 the	US	 imagination	 (29).	 This	 complicated	mockery	
also	plays	out	in	the	characters	Gómez-Peña	assigns	himself,	with	different	nicknames,	
slangnames,	slurnames,	and	characteristics	and	also	by	way	of	his	engagement	with	the	
audience.	 The	 gestures	 towards	 humor	 also	 turn	 to	 irony	 as	 he	 interrogates	 history,	
points	 out	 its	 absurdity,	 and	 works	 to	 redefine	 the	 possibilities	 for	 history	 and	 the	
present’s	political	imagination.		
Dangerous	Border	Crossings	 is	a	 tender,	edgy,	and	exciting	book.	 	Gómez-Peña	
clarifies	the	term	of	performance	in	it	for	his	readers:	
Performance	as	an	artistic	“genre”	 is	 in	a	constant	state	of	crisis,	and	 is	
therefore	 an	 ideal	 medium	 for	 articulating	 a	 time	 of	 permanent	 crisis	
such	as	ours.	Performance	is	a	disnarrative	and	symbolic	chronicle	of	the	
instant	which	focuses	mainly	on	the	“now”	and	the	“here.”	Performance	
is	 about	 presence,	 not	 representation;	 it	 is	 not	 (as	 classical	 theories	 of	
theater	 would	 suggest)	 a	 mirror,	 but	 the	 actual	 moment	 in	 which	 the	
mirror	 is	 shattered.	 The	 act	 of	 creating	 and	 presenting	 a	 performance	
carries	 a	 sense	 of	 urgency	 and	 immediacy	 that	 does	 not	 exist	 in	 other	
artistic	 fields.	We	experience	 life,	 therefore	we	perform—or	 rather,	we	
perform	 as	 we	 live,	 love,	 travel	 and	 suffer,	 everything	 woven	 together	
into	a	complex,	multi-hued	tapestry.	(8)	
		
What	 the	 text	 as	 an	 entirety	 does	 in	Dangerous	 Border	 Crossers,	 is	 perform	 its	 own	
process.	Gómez-Peña	also	uses	the	strategy	of	blurring	the	audience/artist	boundary	by	
including	 in	the	book	a	series	of	audience	and	 internet	confessions	 in	which	he	asks	a	
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series	 of	 questions	 in	 a	 space	where	 readers	 or	 the	 audience	 are	 allowed	 to	 offer	 an	
anonymous	answer.	This	self-aware	addition	to	the	tapestry	complicates	the	distinctions	
between	authenticity	and	artifice	in	subtle	ways.	 	
THE	 DAUGHTER	 INDUSTRY	 as	 a	 text	 and	 a	 performance	 and	 a	 text	 that	 is	
performative	 takes	 influence,	 also,	 from	 Nato	 Thompson’s	 Living	 As	 Form:	 Socially	
Engaged	Art	from	1991-2011.	This	book	gathers	exhibitions	from	Creative	Time	in	New	
York	City	over	the	course	of	twenty	years.	The	art	discussed	and	displayed	in	this	book	
often	 invites	 participation	 and	 takes	 on	 topics	 of	 social	 justice.	 In	 her	 piece	 that	
Thompson	includes	in	the	collection,	called	“Microutopias:	Public	Practice	in	the	Public	
Sphere,”	Carol	Becker	borrows	from	cultural	anthropologist	Arjun	Appadurai’s	assertion	
that	 we	 need	 to	 think	 about	 the	 world’s	 biggest	 problems	 “and	 come	 up	 with	 the	
smallest	contribution	toward	their	solution”	(71).	According	to	Becker,	we	can	do	this	in	
“microutopic	 communities,”	 communities	 that	 are	 small	 locations	 of	 utopian	






But	 she	 complicates	 the,	 of	 course,	 blur	 between	 public	 and	 private	 realms	
available	to	artists.	Two	of	the	other	events	she	offers	are	art	gallery	exhibits	as	example	
of	sites	that	build	microutopias	in	public	spaces	that	verge	into	the	private	sphere.	They	
  18 
are	Marina	Abramović’s	The	Artist	is	Present	(2010),	and	an	untitled	exhibit	from	Janine	
Antoni	 in	2011	that	appeared	both	at	 the	Hayward	Gallery	 in	London	and	at	 the	Haus	
der	 Kunst	 in	 Munich.	 Abramović	 would	 let	 visitors	 sit	 facing	 her	 for	 as	 long	 as	 they	
wanted.	While	 they	were	doing	 this,	other	visitors	of	 the	Museum	of	Modern	Art	had	
the	opportunity	to	watch.	The	tension	between	the	public	and	the	private	here	came	in	
the	embodiment	of	the	artist	who	was	also	the	art	piece.	As	Becker	states	that	for	the	
visitors	 the	 public	 interaction	 was	 also	 private	 because	 it	 was	 “revelatory,	
contemplative,	and	emotional”	(67).	
	 In	the	example	of	Antoni’s	art	piece,	the	artist	placed	a	note	she	designed	 into	
the	 galleries’	 visitors’	 checked	 bags.	 The	 note	 was	 a	 mass-produced	 designed	 letter	
Antoni	 made	 to	 look	 like	 a	 personal	 note,	 “handwritten	 on	 a	 page	 ripped	 from	 a	
museum	program”	(67).	Some	visitors	assumed	it	was	a	love	note,	but	as	Becker	offers	
“the	notes	were	actually	 sent	 from	an	unspecified	work	of	 art—an	 imaginary	act	 that	
generated	 a	 real	 object”	 to	 the	 end	 of	 “extending	 the	 experience	 of	 the	 museum	
beyond”	the	actual	physical	space	of	the	building	in	order	to	emphasize	“the	intimate,	
relational	connection	between	art	and	spectator”	 (67).	The	case	here	 is	 that	 the	artist	
wants	 to	 transform	 physical	 objects	 into	 an	 imagined	 construction	 of	 reality	 and	 the	
space	of	the	microutopia	works	to	allow	that	transformation	to	occur.	
	 While	my	performances	of	THE	DAUGHTER	INDUSTRY	have	never	yet	risked	such	
radical	 notions	 on	my	 part	 (I	 have	 read	 from	 the	work	while	 a	 video	 component	 has	
played,	 I	 have	 improvised	 the	 reading,	 played	 with	 sound	 and	 props,	 but	 never	 yet	
engaged	the	audience	or	myself	in	such	bold	ways	as	outlined	above),	Moten’s	analysis	
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and	 the	 above	 examples	 from	 performance	 theory	 help	 imagine	 possibility	 for	
performing	rituals	for	the	text.	Moten,	when	considering	a	poetry	reading,	urges	“—one	




want	 to	 share	with	my	 audience	 a	 pleasurable	 experience	 because	 perhaps	 doing	 so	
through	poetry	could	offer	a	small	solution	for	the	duration	of	experiencing	the	text	or	
the	performance	or	both.	THE	DAUGHTER	 INDUSTRY	 could	also	 transform	 to	 take	 the	
shape	of	a	play	or	an	installation	piece	some	time	in	the	future.	My	text	(both	as	a	read	
thing	 and	 a	 witnessed	 thing	 in	 the	 form	 of	 a	 performance)	 can	 be	 a	 transformative	






is	 a	 critical	 history	 of	 site-specific	 art.	 Site-specific	 art	 considers	 the	 relationship	
between	 the	 art	 and	 its	 site,	 culture,	 and	 industry.	 This	 practice	 works	 to	 emerge	
(re)configurations	of	sites	holding	networks	of	social	 relations	with	the	artist	and	with	
community	 of	 place.	 The	 practice	 of	 site-specific	 art	 also	 works	 to	 consider	 how	
intimacies	based	on	absence,	distance,	and	ruptures	of	time	and	space	emerge.	This	art	
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works	 to	 counter	both	nostalgic	desire	 for	 the	 retrieval	of	 a	 rooted	place,	 it	works	 to	
offer	 possibilities	 for	 unbounding	 of	 bound	 identities,	 it	 considers	 the	 antinostalgic	
embrace	 of	 a	 nomadic	 fluidity	 of	 subjectively	 formed	 identity	 and	 spatiality	 and	 “can	
lead	to	the	unearthing	of	repressed	histories”	(53).	
Kwon	 notes	 that	 this	 art	 works	 to	 reframe	 institutional	 frames	 and	 also	




address,	 in	 an	 activist	 sense,	 urgent	 social	 problems”	 (24).	 Site-specific	 art	 wants	 to	
interrogate	“the	status	of	traditional	aesthetic	values”	such	as	“originality,	automaticity,	
and	 uniqueness	 in	 site	 specific	 art	which	 always	 begins	with	 the	 particular,	 the	 local,	
unpredictable	condition	of	the	site”	however	it	is	defined	(31).	
In	 Chapter	 5	 of	 One	 Place	 After	 Another:…	 –	 “Integration	 vs.	 Intervention”—
Kwon	outlines	historical	paradigms	of	commissioning	public	art	and	offers	that	public	art	
has	beginnings	in	architecture	and	urban	design.	In	the	current	moment,	site-specific	art	




Kwon	here	points	 to	 the	ultimate	kind	of	art	 I	 aim	 for	 in	THE	DAUGHTER	 INDUSTRY.	 I	
don’t	consider	this	obtainable,	I	don’t	know	if	the	poem	or	any	performance	of	it	has	the	
  21 
power	 to	 do	 anything	 near	 the	 kinds	 of	 interventions	 Kwon	outlines—but	 the	 stretch	
towards	it	is	my	gesture.	
Ideally,	 readers	 will	 engage	 with	 the	 visual	 images	 and	 multiple	 modes	 of	
composition	 offered	 in	 texts	 like	Dictee,	 Underground	National,	 Hardly	War,	 and	THE	
DAUGHTER	INDUSTRY,	and	they	will	be	startled	and	curious	to	work	with	the	work	on	
multiple	 levels.	Sometimes	Don	Mee	Choi	sings	 in	her	band	as	she	performs	pieces	of	
the	opera	offered	 in	Hardly	War.	 Sueyuen	 Juliette	 Lee	uses	elements	of	photography,	
film	and	dance	as	iterations	of	her	poetry	in	places.	Theresa	Hak	Kyung	Cha	was	also	a	
producer,	 director,	 and	 visual	 artist.	 At	 certain	 sites	 of	 performance,	 THE	 DAUGHTER	
INDUSTRY	 also	 has,	 for	 example,	 employed	 elements	 of	 dance,	 original	 music,	 and	
theatre	 in	order	 to	manifest	 the	project’s	 inter-artistic	 characteristics.	 It	 is	multi-vocal	
and	inter-artistic	because	it	aims	to	speak	to,	through,	and	from	the	millions	of	lives	lost	
due	 to	 the	 deaths	 and	 the	 neglect	 and	 abuse	 caused	 by	 son-preference	 and	 sex-
selection.	 I	 am	 dedicated	 to	 producing	 and	 reproducing	 this	 work	 in	 a	 variety	 of	
iterations	because	doing	so	is	an	attempt	to	hold	a	light	up	to	and	see	what	imaginaries	




son-preference,	 but	 instead	 some	 semblance	 of	 decentered	 sensual	 experience(s),	
thought	provocation	rooted	in	the	lessons	of	history,	play,	and	unpredictable	inspiration.	




















































































































































































































































































































































me	too	/	 	 	 	shut	it	//	 	 	down	


































































														is	the	mirror	rusty		 		 will	spit		 wipe	shine	
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a	marriage	 	 	 	
	 	 	 	 offers	 	 protection	
	
	 	 	 		but	anyway	
	 	 	 	 	 i’ve	got	my	work	
	
ecstatic							[she	says]						
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	 	 	 	 paper	dolls	
	 	 	 	 kimono	dragons	
	 	 	 	 motherland	
	 	 	 	 no	man’s	land	
	 	 	 	 whys	and	wherefores	
	
	
	 	 	 	 	 	 	 	 monarch	wings	rose	
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this	production	is	brought	to	you	by	the	global	daughter	industry!	“Exclusive 




The Ultimate 3D/4D Ultrasound Experience ! 
Service! 
 
Imagine an Innerview of what your baby really looks like. Our 3D 4D ultrasound imaging 
services gives you a realistic view of your baby, strengthening the bonds between the 
parents and their unborn child. The benefits do not stop there. Siblings, grandparents and 
extended family also enjoy bonding during this very special time. 
 
At Womb With a View®, you can spend time with your developing baby. See the baby move. 
Watch your baby's first peek in 3D 4D ultrasound. The world is full of bountiful babies and 
with 3D 4D Ultrasound there is no time more precious and cherished during the pregnancy 
than the time that the mother-to-be gets to bond with their baby.  
 
This is your time! No frightening measurements. No full-bladder. Just you, your baby and 
your guests. Womb With a View® provides expecting mothers the opportunity to spend 
quality time with their new baby in a mother-centered environment. We welcome family and 
friends to join your celebration. 
 
  f  like us 
  t follow us 
 
Curious to know when the best time to view is?. Use the Womb With A View®  




Womb With A View® is an elective, limited, Non-diagnostic Service, NOT covered by 
insurance.  Franchises Available. 
 
© 2007 Womb With A View® 
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Sex Selection Frequently Asked Questions 
Have many babies been born using the sperm isolation method? 
A: Yes. Thousands of healthy babies have been born in the United States and 
other parts of the world. 
How long will it take to conceive using this method? 
A: The average woman conceives in about three cycles. Some conceive sooner 
than others. Human reproduction is not a very efficient process as evidenced by 
the fact that only about 20% of couples trying to conceive naturally do so in any 
given month. 
Will irregular menstrual cycles prevent me from undergoing sex pre-selection? 
A: Women who have irregular cycles are accepted for this procedure, but usually 
take longer to conceive, because they ovulate less frequently and unpredictably. 
This makes it more difficult to choose a proper day for insemination. Hormone 
tests are of some help in this matter. We recommend that the female be 
evaluated by a fertility specialist prior to initiation of procedure. 
Who will be told of my conception in this manner? 
A: The process is totally confidential. Our staff will release no information about 
you unless it was authorized. 
Am I more likely to have a problem with a pregnancy resulting from sex pre-
selection? 
A: Experience indicates that the course of a pregnancy resulting from sperm 
isolation is no different from one conceived naturally. 
Are miscarriages more common? 
A: The likelihood is no greater or less than that of a natural conception, which is 
presently estimated at one out of four pregnancies. 
Is the chance of a birth defect developing, higher after sperm isolation? 
A: No. All artificial insemination studies, whether performed with fresh, frozen, 
washed or isolated sperm, show no greater occurrence of birth defects when 
compared to natural conception. 
Am I guaranteed the child of desired sex by pre-selection procedures? 
A: The outcome of the pregnancies can never be guaranteed. The statistics for 
each procedure will be discussed with you before proceeding. 
Once washed, how long can a specimen be kept prior to intrauterine 
insemination? 
A: We suggest that the insemination take place within one hour of completing the 
separation procedure. A washed specimen can be safely kept for a couple of 
hours prior to insemination. In addition, the Fertility Center of California, Sperm 
Bank Inc. can maintain the washed specimen in a special medium for 6 hours 
should the insemination be delayed. 
Request a Consultation with FCC » 














































































































“if u kill unborn female then u r not father mother doctor or natural” 		
	 	















	 	 	 the	belly	has	one	for	n	one	for	m	
	 	 	 on	my	left	thigh—i	left	it	for	b	
	 	 	 the	one	on	my	cheek	belongs	to	t	
	 	 	 i	can	see	the	one	on	my	arm—it’s	r’s	
	 	 	 c,	this	one	by	my	eye	is	yours,	but	l	you	and	





























































































































































































































































































































	 	 there	on	the	table	with	candle	No. 3 burning	
 
   “Give	Love”	Aromatherapy	 lilies	and	citrus					
ylang-ylang	and	orange	
	
	 	 	 	 that	gift					received		
	
	 	 from	the	landlord	




	 	 	 	 	 	 before	she	had	to	leave	
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Finalist	for	1913	First	Book	Contest,	2015		
Finalist	for	Nightboat	Books	Poetry	Prize,	2014		
Finalist	for	Alice	James	Books’	Kundiman	Poetry	Prize,	2012		
Finalist	for	Omnidawn’s	First/Second	Book	Contest,	2011		
Finalist	for	Alice	James	Books’	Kundiman	Poetry	Prize,	2011		
Workshop	Leader.	speaq	Program	for	Queer	Youth,	Pittsburgh,	PA,	2011		
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